opposing dualities. It was both architecture and industry, a bridge and a place, a public space surrounded by private buildings, and a place for the bourgeois and petit bourgeois alike. Many artists, including Caillebotte, were so fascinated by this novelty that they chose the bridge as the subject of many of their paintings. However, Caillebotte's On the Pont de rEurope stands out amongst other illustrations of the bridge in its reconfiguration of the traditional vantage point of the viewer inventing what I will call the transversal vista. 1 will argue that Caillebotte's composition, technique, and manipulation of space in On the Pont de I'Europe was as modem as the construction of the bridge itself ( fig. 1 ). Today, the bridge no longer exists. The structure was dismantled in 1930 and as a result, the physical bridge has been replaced within collective memory by its various representations. While such imagery serves to document the bridge's role within the city, only through close examination of Caillebotte's On the Pont de I'Europe, can the bridge's importance as an ephemeral object of modernity be truly retrieved.
Le Pont de l'Europe and le Quartier de l'Europe
At the beginning of the nineteenth century, the area of Paris now known as the Quartier de l'Europe in the eighth arrondisement was little more than open countryside. While there existed a slaughter house, and a market in the eastern section, and Little Poland and the Tivoli Gardens in the west, the region was considered the periphery of the city and its residential population was close to zero. In 1824, the land was acquired by John Hagerman, a banker, and Sylvain Mignon, an entrepreneur, and together these men (with the approval of the government) drew a plan in which the proposed streetsall named after European capitalswould converge at one point to form the Place de l'Europe.' In 1835, this area became the home of the first railway station in Paris: the Gare Rouen (renamed the Gare Saint-Lazare in 1842). As the years passed, the Gare began to service more lines and physical expansion thus ensued ( fig. 2 ). In 1854, engineer Eugene Flachat enlarged the station, creating a second stone tunnel under the circular Place de l'Europe to facilitate the departure and arrival of trains into the city. In July of 1853, the jourua} des chemins defer published an article titled "Chemin de fer de "map attached to the decree of 30 June 1859, which Haussmann signed and dated as prefect of the Seine; the new bridge is outlined over the existing place de I'Europe." Saint-Germain. Gare de la rue St. Lazare" that illustrateci a plan of the new construction. This article reported that some forty million passengers had used the railway station since its opening in 1837 and that sometimes more than 40,000 passengers were carried daily.-By 1858, the Gare Saint-Lazare serviced trains to seven different destinations and as the demand for trains continued to grow rapidly, the need for more rail space became evident.' Thus, the Compagnie de rOuest, managers of the Gare Saint-Lazare, and the Barron Georges Haussman, Prefect of the Seine, proposed to reconstruct the railway tracks above ground and to erect a new bridge over the Place de I'Europe that would span the outgoing tracks of the Gare Saint-Lazare ( fig. 3 ). This work was authorized in 1859" and between 1865 and 1868 a large iron bridge on stone pillars was erected linking together six monumental streets: la rue de Constantinople, la rue de Madrid, la rue de Vienne, la rue de Londres, la rue de Berlin, and la rue de St. Petersbourg.Î n 1869 when the bridge was complete, Barron Haussman initiated the building of luxury apartments around the Place de I'Europe that conformed to his vision and regulations regarding the proper height and proportions of buildings.'' As a result, in less than thirty years, the Quartier de I'Europe was completely transformed from countryside to bustling metropolis: the area that had been nearly uninhabited in 1800 had grown to a population of 44,000 inhabitants" and had become an important urban transportation hub within the city, an emblem of industrialization, and a symbol of both architectural and social modernity.
In order to grasp the form of the bridge as a structure with six radiating arms, it is necessary to look at the bridge in plan or from above. The experience of the bridge however, was characterized by that of an open place rather than as a convergence of branching streets or a linear crossing. It is precisely the difference in these spatial appreciations and their corresponding representation that prompts a discussion of the various vistas through which the function and social implications of the bridge were first explored. 
Views of the Pont de l'Europe
The hirds-eye view of the Pont de l'Europe, published in the journal L'lUustration, 1868, exemplifies a common mode of rendering public architectural spaces ( fig. 4 ).
A vista from above asserts a bridge or building's functionality and strategic placement within the urban fabric of the city. In such representadons, the Pont de l'Europe is portrayed as a grand monument, an object of architectural and industrial importance, literally making way for new paths and modes of transportation. This view allows us to understand the horizontality of the bridge (as opposed to the verticality of its stature). Hence the bridge is presented not as web of infrastructure but as an object facilitating the networking of traffic. From this vantage point we see the various activities occurring on the bridge such as carriages passing on their way, visitors strolling on the promenade, and people stopping to look out at the Gare Saint-Lazare and the Gamier Opera House. Through the smoke we catch a glimpse of a picturesque Paris, of the Opera, of the Gare, and of the tracks 38 trellis, a different vista can be framed. Given such a range of possibilities, it is of deep relevance that Caillebotte chose to specifically frame these monuments of transport and spectacle.
In this large painting, the viewer finds himself alongside a petit-bourgeois and a bon-bourgeois gazing at the Gare Saint-Lazare and the Gamier Opera House.
Compositionally, the irregular cropping of the canvas, rendering no figure complete along with the large void on the right side both serve to invite the viewer to join in the act of gazing through the bridge. The giant Xs of the iron lattice run nearly parallel to the picture plane outlining a sharp geometry that emphasizes the flatness of the plane before which the viewers stand and of the vista beyond it. Here the bridge structure is reduced to an abstract pattern, a sort of indelible stamp on the surface of the canvas whose geometrical and repetitive t]ualities supercede its figurative form. The repetition of the arch, the oblong openings, the massive Xs and the dotted rivets suggest the infinite continuation of this two-dimensional pattern beyond each side of the canvas. In this way does Caillebotte's painting exist as a slice of reality, a single frame of an ongoing scene. The artist by rendering the bridge as pure pattern negates its function as infrastructure and instead allows it to become a mechanism through which space and time can be momentarilv paused and viewed.
The bluntness of this stahc state makes the bridge, as opposed to the viewer, the firmly determinate force in what is to be viewed and what is not to be viewed bevond it. The screen of girders blocks and determines the views, actively framing the vistas. The bridge acts as a two-dimensional frame for a two-dimensional picture. Any foreground, middle-ground and background beyond it is compressed into a singular plane converting the view into a series of framed pictures for the viewer and spectators to contemplate. Beyond the figured foreground of this painting, there is no spatial recession, only layers of information doubly compressed onto a single plane. Many thanks to Professor Erika Naginski for fier scholarly advice throughout the research process.
